tension between global assimilation and local appropriation and thus more generally to investigate the question of the readability of indigenous literature in a globalized context.
Readers familiar with Ihimaera's literary career may be surprised that he now apparently accepts a role from which he earlier had disassociated himself. Although his first books, Pounamu Pounamu (1972) and Tangi (1973) , were hailed as "the first collection of short stories" and "the first novel written by a Maori to be published", 1 he famously ceased writing for ten years after his fourth book, The New Net Goes Fishing (1977) , in frustration at the way his early works seemed to confirm colonial stereotypes. 2 Yet his renewed recognition, now explicitly as a pioneer writer, in the context of the "Anniversary Collection" celebrating his thirty-year partnership with Reed Publishing, 3 appears to reinscribe him uncannily within the framework of a colonial imagination.
Coinciding with Ihimaera's acceptance of a knighthood on the occasion of the Queen's birthday in 2004 (Watkin) , acceptance of his literary pioneer status suggests willing submission to the code of canonization that already anticipated his earliest publications in a way that, by his own account, then caused him considerable discomfort.
Thus the blurbs of his latest books, confirming his significance for a global age, recall the pressure of assimilation that already accompanied his first literary efforts in view of their anticipated reception. Ihimaera was writing in response to the widespread expectation in the late 1960s, that a Maori novelist would emerge, thereby submitting to what he now rejects as "Pakeha-style biculturalism" (Evans 11 ) and unwittingly reproducing a colonial code of recognition that anticipated a place for Maori writing complementary to Pakeha writing within the tradition of the New Zealand novel. 4 Yet his assumption of a pioneering role in the conventional sense of an early colonist or settler made itself felt as pressure, amounting, as he has recently revealed, to a presentiment of an early death and a determination to "hav[e] a novel published before [his thirtieth] birthday" (Watkin) .
Such pressure forms part of the interplay between the local and the global as it orients the writer towards past and present. The local here refers to a writer's grounding in a historically specific context of action in which, as an utterance, the writing represents an intervention in an ongoing social process. The global, by contrast, refers to the writer's, however conscious, selective assimilation of the world as the range of possibility within the horizon of textuality. While the writing's local grounding ties it to the present of social action, its global orientation situates it in a virtual (as yet vacant)
space of posterity from which it looks back upon the world as a textual universe. The text therefore emerges as the place of an encounter between the present (the local as the site of that which is being made) and the past (the global as the site of that which is already given, the world). Emphasizing the continuity of past and present and expressing a retrospective viewpoint even when it is anticipatory, the designation of the writer as a pioneer can thus be seen to orient the act of writing toward its global dimension, reading the local scene of writing within the continuity of reception or assimilation.
Yet in this interplay, the pressure of posterity is answered by a sense of opportunity and this in turn enhances the significance of Ihimaera's designation as a pioneer in the context of the works republished in the "Anniversary Collection". For, accepting the label "opportunistic" as a compliment ("New Zealand Dreams"), he has grasped this occasion in order to rewrite his early books with a view to unsettling the textual foundation that indeed underpinned his celebrated emergence as the first Maori novelist. Thus, if his early works inscribed themselves harmoniously in a Pakeha view of the world by way of apparently unconscious repetition, his recent works can be seen to deploy the very form of repetition in a deliberate and ongoing effort to resituate the scene of writing in relation to a world that bears the imprint of colonialism. In revealing him as a pioneer, both as an "early settler" and an "underminer", his revisions can thus be read as efforts to enlist the adiscourse of globalization in the interests of cultural empowerment and the vision of a locally shared world.
In order to thus resituate his writing, Ihimaera famously had to secure for himself something like a posthumous position, of someone who has metaphorically outlived his own death. Ever since his rebirth as an author with the publication of The Matriarich in 1986, however, his writing has simultaneously responded to local concerns and engaged with its textual foundation globally. Thus he has consistently returned to the world of his early fiction, but on each occasion revisiting it as a site of inscription, as already textualized, so successive novels have been sequels, supplements, and most recently, explicit revisions. 5 Not surprisingly the motif of the trauma has emerged as the privileged trope by which the legacy of colonization is engaged as an unassimilated cultural injury, implicitly shaping his early books according to a What characterized the narratives of the original Whanau and Tangi, and underpinned their lyrical appeal, was the absence of a strongly drawn narrative line; for both texts were organized in sequences of brief scenes and fragments of memory, so that reading them became an act of filling in the gaps between them. In Whanau II and The Rope of Man, these gaps are reinterpreted as signs of secrets, sites of submerged, elusive or unexpected facts that must be brought to light. Consequently, the structure of recognition that underpinned the reading of the early novels has been recast as a structure of avoidance, thus linking it to the impact of a historical trauma. Ihimaera's rewriting thus both comments on the cognitive fabric that held his early work together as unwittingly perpetuating the cultural impact of colonial displacement and solicits an active confrontation with this impact when revisiting the original narratives.
At the core of this vexing history is of course the territorial dispossession of the Maori under colonization, which forms the principal focus of Ihimaera's act of textual excavation in rewriting his early novels. In Tangi Ihimaera's alignment of his writing with such a structure of recognition, metaphorically articulated in the rope of man, has effectively, though not without considerable risk, reoriented his work from resistance toward reconciliation, a commitment to the prospect of a shared world. The risk lies in the very consistency of this alignment, which tends to cast the imaginative effort of reconciliation into an image of facile acceptance; for a metaphor, programmatically and repetitively deployed tends to crystallize an imaginative gesture into an abstraction, as a mould that lends its assimilating shape to the imagination of posterity. As such, the metaphor enters the horizon of possibility that the act of writing takes for granted in its global orientation.
Ihimaera's ambivalent status as a pioneer reemerges here; for as one of the first to extract the figure of the rope of man from a Maori tradition that he once referred to as "the largest underground movement ever known in New Zealand" ("Maori Life" 48), 6 he has secured this figure so that it now apparently lends itself to the country's restorative celebration of its history.
Ihimaera's latest books make it disturbingly easy to conclude that he has accepted this risk too lightly. The discomfort accompanying the involuntary submission to the assimilating pressure of posterity seems to have yielded to a cheerful acceptance of the world as it is known, so that resistance paradoxically expresses itself in the form of self-correction and the text engages with the world in an apparently uncritical celebration of globalization. In rewriting Tangi and Whanau with the benefit of hindsight, Ihimaera has acted on his earlier assessment that they represent "a serious mismatch with the reality of the times" ("Maori Life" 50), reaffirming on the publication of Whanau II that "[he] was a colonised person when [he] wrote those books" (Watkin) . Whanau II and The Rope of Man seek to correct this mismatch by inscribing their predecessors in a sweeping historical narrative, thus realigning their stories with a non-fictional discourse that has emerged over the last thirty years in the wake of the establishment of the Waitangi Tribunal. 7 The stories and characters of the early 1970s are made to address posterity more directly in the past tense, representing the world as seen from the textual vantage point of the early 21 st century. In the process, resistance has quite literally been written into the past and to that extent removed from the act of writing itself, which appears to seek to harmonize itself with the discursive environment in which it locates itself. As such, Ihimaera's act of rewriting appears incapable of realizing the element of resistance that was embedded in his previous writing precisely in the form of what could be perceived as "a mismatch with the reality of the times." The blurring of fiction and non-fiction in these passages also obscures the negotiation between the local and the global that occurs through the image of the rope of man precisely in these two readings. In a non-fictional reading, the image of the rope of man offers a perspective on the past and the world as being organized according to providential principles. In a fictional reading, by contrast, the image functions as an imaginative tool in working out specific conflicts in the present and the invention of a shared world. In both cases, the image facilitates the resolution of conflict, but its symbolic agency is not the same. In the global assimilation of a non-fictional reading, the rope of man appears effortlessly to neutralize any sense of difference that underpins historical conflict, whereas in the local grounding of a fictional reading it projects an almost utopian view of the world and encourages the imaginative effort of making it real.
In both readings, the image of the rope of man is chiefly embodied in Tama as protagonist and narrator, but the non-fictional reading comes more easily and tends to occlude the demands of the harder fictional reading. This is disturbing because in the non-fictional reading the agency of the rope of man is indistinguishable from the assimilating effect of globalization, making it difficult to summarize the novel without falsifying it as a satire. The ease with which Tama inserts himself into the script of a globalizing news industry -moving from The Gisborne Herald to World Wide News in London, via stints at News Corp in Sydney and CNN's Hong Kong office -lends him an allegorical dimension that is reinforced by the way difference is harmoniously incorporated in his family, notably in his two children, one of whom is a Wall Street banker, the other a campaigner with Greenpeace. As a TV anchorman, Tama plays the role of a global purveyor of clichés, turning plight and strife wherever he can find them, into occasions for his audience's affective identification. His activity in this role
culminates in yet another birthday party, the tenth anniversary of his news program, Spaceship Earth, broadcast from New Zealand at the end of the novel, with a report on the new pope, a sound bite from Nelson Mandela, and a five-minute appearance by the seven women occupying the most powerful positions in New Zealand politics and business -all mobilized to support Tama's tear-jerking appeal to "try harder" to "put poverty on notice" (309).
Tama's television role blends with his role in his extended family, where he facilitates his half-brother's spiritual rebirth as a member of the tribe and his family's healing in a dramatic homecoming during which the formerly unacknowledged sibling is mystically enveloped by the rope of man, a "strand of [which] , like a plant's tendril,
reache[s] out to wrap itself around him and [catches] him as he [falls]" (313). And as in
this climactic scene, everywhere in Tama's life story potentially challenging differences are effortlessly incorporated and neutralized by being assumed as clichés; his elevenyear stint in Hong Kong, for instance, is little more than images of "stallkeepers in the teeming markets" and "fishermen on the busy harbour" (273). In this way Tama's role as messenger of the rope of man is indistinguishable from the agency of global capital, as Stuart Hall has described it, bent on incorporating as much difference as it can neutralize and converting it into a source of pleasure, with the effect that "the differences [in fact] do not matter" (Hall 33) . This is nowhere more apparent than in the It is as if when one writes, one puts things into the draft which one was not conscious of placing there, and then when one comes back and scans the draft closely, suddenly one is aware of these clues. They become important and one revises through these, concentrating very closely on the ramifications of that image. (80) These clues disrupt the apparent clarity of the textual frame and of authorial intention and make them "susceptible to a tradition which one has apparently lost" (82). Referring to the title of one of his novels, Harris likens this process to an "infinite rehearsal" in the sense that "there is no final performance" (81) that would securely frame these intuitive clues once and for all. Writing, in this view, engages a "complex dialogue" (83) The most conspicuous place to which Ihimaera's fiction leads us back insistently in its attempt to tap this tradition is the meeting house, Rongopai, of his childhood village Waituhi. Indeed, the prominence of the meeting house in the body of his fiction is emblematic of his commitment to a notion of the local as not just a place of origin but more importantly as a place where things and people come together, repeatedly and in ever-changing circumstances. Ihimaera's persistent return to Rongopai indicates that the meeting house is a clue to the tradition that has nourished his writing from the beginning, the implications and ramifications of which he seeks to explore by repeatedly revisiting and revising his earlier descriptions. By building his narratives around this motif of the return to Rongopai, Ihimaera exemplifies Stuart Hall's claim that the ethnic, or in this case the indigenous, manifests itself in a globalized world in the form of a return. This may express itself in nostalgia but is equally prone to reveal the local, the place of origin, as the product of a history to be learned, a history that exposes the local to the impact of the outside world and in turn establishes it as a place from which to assume and address the world (Hall 38) .
In Ihimaera's returns both aspects appear. On the one hand, the narrator of Whanau II and The Rope of Man acknowledges Waituhi and Rongopai as his Eden a place that on his latest return makes him "sentimental and emotional" (Rope of Man 76, 313) and that represents an image of his heart (Whanau II 177). On the other hand, the meeting house in particular has also been increasingly historicized in successive revisions and its interpretation changed radically in the process, to the point that in
Whanau II the representation of the house in Whanau and Tangi is explicitly rejected as expressing the perception of "a colonised mind" (176). In the early novels, the house, 
